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The	 Music after Deleuze belongs	 to	 the	 re-
search	 series	 “Deleuze	 Encounters”	 of	 the	
international	Bloomsbury	Publishing,	devot-
ed	 to	 studying	 theoretical-practical	 shifts	 in	
understanding	selected	phenomena	in	regard	
to	 Deleuze’s	 insights.	Aside	 from	 this	 title,	
Bloomsbury	also	published	Philosophy after 
Deleuze,	 Theology after Deleuze,	 Political 
Theory after Deleuze,	Cinema after Deleuze	
and	Space after Deleuze,	with	the	intentions	
to	 continue	 the	 well-accepted	 series.	 With	
this	book	in	particular,	a	general	positive	re-
ception	is	justified	as	Campbell	finds	a	near-
perfect	 blend	 of	 introductory,	 educational	
presentation	 of	 key	 ideas	 and	 proofs	 whilst	
exploring	 philosophical	 aspects	 of	 music,	
an	 often	 marginalized	 theme.	 In	 this	 sense,	
from	 one	 perspective	 it	 is	 important	 to	 un-
derstand	that	this	is	not	a	gravitational	point	



















music	 theorist”	 (p.	 1),	 positing	music	 in	 his	
work	What is Philosophy? as	exemplary	fun-
dament	 to	 all	 observed	 phenomena.	 On	 the	
backside,	 it	 is	 important	 to	notice	that	many	
examples	will	 require	 some	minimal	 under-
standing	of	theory	of	music	and	composition.	
But	quickly	a	fourth	reason	might	emerge	to	
counter	 it	 once	 we	 realize	 that	 the	 peculiar	
strive	of	 the	20th	 century	music	was	 to	dif-





ment	of	 important	perspectives	 that	dig	 into	
the	“nothing,	and	yet”	of	the	20th	century.
With	music	playing	a	significant	role	in	entire	
Deleuze’s	 opus,	Campbell	 is	 free	 to	 rely	 on	
an	 established	 connection	 folding	 philoso-
phy	and	music,	collecting	all	major	relations	





linked	 to	 the	 ability	 of	 philosophy	 to	 open	
one’s	perspective	anew,	to	differentiate	from	
others,	and	to,	in	fact,	think	differently.	Thus,	
as	 a	 result,	 a	 different	 thinking,	 a	 relevant	
thinking,	along	the	line	of	Jean-Luc	Nancy’s	
singulier pluriel,	 continually	 produces	 new	
worlds,	 new	 relations,	 and	 new	 differences.	





derlying	 importance	 in	 an	 ocean	 of	 the	 20th	
century’s	terror,	the	hunt	for	identity	surfaced	
at	 the	 beginning	 of	 a	 new	millennium.	 It	 is	
reflected	 in	 the	 overall	 musical	 progression	
during	 the	 20th	 century,	 which	 brought	 an	
explosion	 of	musical	 creativity	 –	 the	 differ-
ence	–	which	earlier	on	Deleuze	registered	as	
a	 phenomenon	 more	 relevant	 than	 identity.	
It	 is	 therefore	 only	 natural	 for	 Campbell	 to	
dedicate	 the	 first	 of	 five	 chapters	 to	 differ-
ence,	 repetition,	 and	 variation.	 Campbell	
mainly	uses	references	to	contemporary	“high	
art”	experimental	composers	(such	as	Pierre	





such	 as	 the	 ancient	 Japanese	 gagaku	 of	 the	
Kyoto	 imperial	 era,	 whose	 positions	 on	 the	





fore	 heavily	 rely	 on	premises	 such	 as	A.	B.	
Marx’s	statement	regarding	musical	worth	in	
terms	of	differentiating	form,	thematicism	and	

















categorical	 thinking	 and	 thus	 reverting	 the	
theory	 away	 from	 the	 cannon.	 From	 Berg-





example,	 systematically	 consider	 this	 “va-
lue	 of	 internal	 value	 creation”	 in	 his	 major	
work	La Méthode,	whilst	 in	 the	wider	angle	
this	 formulates	 the	 basics	 of	 Deleuze-Guat-
tari	 biophilosophy	 ultimately	 concentrated	
in	 rhizome).	 From	 Nietzsche,	 who,	 in	 this	
line	of	argument,	heavily	criticized	Kant	for	
excluding	 (subjective)	 value	 creation	 while	
considering	the	moral	apparatus	of	a	person,	
Deleuze	adopted	 the	underlying	 logic	of	 the	






wake	 Deleuze	 tried	 to	 disband	 the	 limiting	
notion	of	categorical	thinking	sprouting	since	
Plato’s	 Ideas.	 Campbell	 outlined	 it	 clearly:	
“In	 Deleuzeian	 sense,	 difference	 is	 not	 dif-
ference	from	or	within	something.	(…)	at	the	
end	of	this	thought	process,	we	are	left	with	
a	 range	of	 likeness	and	 resemblances	which	





false	 idea/vision	 of	 clear,	 bordered,	 exact	
distinctions	in	the	world,	the	idea	that	some-
how	elements	develop	by	specific	prediction	




experimentalists,	 for	 the	 most	 part	 for	 their	
ability	 to	 destroy	 compartmenting,	which	 is	
a	valid	approach	because	they	systematically	
include	 variation	 as	 the	 key	 characteristic.	
Thus,	for	example	the	12-tone	system	as	one	
such	 probable	 example,	 Beethoven’s	 notion	
of	“underlying	idea”	may	belong	here	among	
other,	but	Boulez’s	use	of	heterophony	is	per-





Deleuze	 introduced	 us	 to	 the	 philosopheme	
fold,	drawing	from	Leibniz’s	incompossiblity	
(possibility	 of	 simultaneous	 co-existence	 of	
the	contradictory	notions,	or	lack	of	thereof	in	
respect	to	the	tradition).	Deleuze	and	Boulez	
agreed	 that,	 for	 many	 modern	 philosophers	
and	 artists,	 “divergences,	 incompossiblities,	
discords	and	dissonances	coexist	in	the	same	
world”	 (p.	 22),	 and	 the	 music	 is	 projected	




to	breach	 the	created	 limits	of	applied	 theo-
retics,	 which	 then	 emphasizes	 before-men-
tioned	value	of	internal	difference,	but	it	also	
appears	 that	 further	 musical	 investigations	
often	 yield	 a	 necessity	 of	 sort,	 a	 submerged	
need	 to	 equilibrate	 between	 the	 variety	 and	
repetition,	 the	 fixed	and	 the	 fluid.	An	act	of	
improvisation	 interestingly	falls	between	the	
two	phenomena,	and	 it	may	also	spur	a	dis-






Deleuze’s	 early	 work	 Difference and Rep-
etition	 got	 (over)developed	 in	 alliance	 with	
Felix	 Guattari	 and	 culminated	 in	 the	 as-
semblage,	which	 is	why	Campbell	 naturally	
chose	this	referencing	concept	for	his	second	
chapter.	 Here	 is	 another	 good	 Campbell’s	
observation	that	the	philosophy	Deleuze	and	
Guattari	 were	 producing	 eventually	 became	






deluge	 of	 ideas	 summarized	 in	 the	 concept 
of rhizome,	defying	 the	 image	of	 thought	as	
arborescent,	concept	of	plane of immanence,	
defying	 the	 fixed,	 lifeless	 structural	 inter-
locking	of	concepts,	and	the	concept	of	Body 





nal, here	 adapted	 into	 continuation	 logic	 of	
distinctive	 innovative	 artist’s	 contributions	
to	the	problems	left	by	the	precedents,	which	
may	provoke	criticism	from	some	of	us.	The	
erudite	 multilogue	 provided	 by	 Campbell	
in	 his	 excavation	 of	 Deleuzeian-Guattarian	
thick	 conceptual	 mashes	 related	 to	 practical	
applications	in	music	theory	and	composition	
come	only	so	far,	as	it	seems	to	compress	the	
music	 art	 down	 into	 a	 series	 (again,	 similar	
to	 Jean-Luc	 Nancy	 and	 his	 analysis	 of	 pro-
ductive	plurality	of	worlds	and	knowledge)	of	
technical	solutions	for	technical	issues.	While	
many	 professional	 musicologists	 will	 agree	










ful	 planning	 or	 problem	 solving	 –	 and	 pre-
cisely	 these	 draw	most	 attention	 among	 the	
listeners.	 In	 short,	 in	 this	 sense	Music after 
Deleuze	 is	yet	 another	 study	which	nullifies	









literal	 rethinking,	 rather	 than	 spending	 your	
time	considering	how	the	scope	of	given	dis-





velop	 and	 evolve,	 but	 also	 how	 thought	 as	
thought	 and	meaning	 as	meaning	 –	 both	 as	
certain	 entities	 differencing	 from	 their	 car-
riers	 –	 further	 evolve,	 spread,	 and	 organize	
via	 communication	 and	 creation,	 in	 regard	
to	Campbell	and	Deleuze’s	observation	spe-
cifically	 as	 “chromaticism	 in	 continuous	
variation	 through	 which	 music	 becomes	 a	
superlinear	 system”	 (pp.	 37–38).	 They	 pre-
scribe	this	rhizomatic	behaviour	to	planes	of	
















component	 among	 others	 within	 a	 musical	







bell	 will	 demonstrate	 limits	 of	 assemblage	
with	 a	 series	 of	 examples	 working	 marvel-
lously	in	their	role	of	applied	Deleuzeain	con-
cepts,	but	we	can	also	say	that	the	entire	third	
chapter	 titled	 “Rethinking	 Musical	 Pitch:	
The	Smooth	and	the	Striated”	and	the	fourth	




ideal	pair	 that	Deleuze	 inherited	 from	Berg-
son,	here	in	regard	to	the	dimensions	of	space	
and	 time,	 that	 is:	 spatiality	 as	 it	 appears	 in	
pitch	alteration	(smooth,	undivided,	continu-
ous)	and	temporality	as	it	appears	in	musical	
content	 distribution	 (pp.	 67–68).	 It	 is	worth	
understanding	 that	 at	 this	 point	 the	 book	






drawn	 from	 their	 cosmological	 pair,	 that	 is,	
the	unifying	time-space	mode	at	the	same	mo-
ment	provides	absolute	coordinate	system	for	












matter	 what	 kind	 of	 division	 we	 employ	 in	
our	 space-time	 harmony,	 pitches	 are	 always	
separated	 by	 a	 spatial	 interval	 even	 when	
we	can’t	really	hear	it	(p.	96).	Similarly,	ma-
nipulation	of	rhythm,	tempo,	and	duration	in	
characterizing	 pulsing	 and	 unpulsing	 modes	
of	 alteration	 still	 cannot	 achieve	a	 true	con-
tinuum,	cannot	fully	blend,	there	is	always	a	
grounding	 rule	 that	 prevents	 absolutisation,	
“time	in	music	can	only	be	treated	nominalis-
tically	with	due	respect	for	the	variability	and	



























Stockhausen’s	 work	 is	 later	 used	 to	 bring	
this	idea	up,	“simultaneous	accelerations	and	
blockages”	 under	 a	 “clock	 keeping	 a	whole	
assortment	 of	 times”,	 entirely	 being	 an	 ex-
emplification	of	how	thoughts	work	(p.	120).	
Deleuze	 and	 Guattari	 firstly,	 pre-phenome-
nally	explain	this	through	comparing	Chronos	
(composed	only	of	interlocking	presents)	and	
Aion	 (decomposed	 into	 elongated	 pasts	 and	
futures).	“If	Aion	divides	past	and	future	into	





they	 are	not	 in	 conflict,	 but	 rather,	work	 si-








which	 for	me	 is	 future	 or	 past,	 since	 I	 live	



























intensity’”	 (p.	 106).	 Fludity	 of	 time	 as	 seen	
by	 Deleuze	 is	 accompanied	 by	 Bergson’s	
concept	of	time	as	indivisible,	continuous	ex-
perimental	 flux,	 and	 even	 though	Bergson’s	
argument	 has	 been	 heavily	 criticized	 during	
his	 time,	 I	 agree,	 along	with	Campbell,	De-
leuze,	and	Guattari,	that	Bergson’s	attempt	to	
explain	that	musical	melody,	in	fact,	through	
memory	 which	 must	 somehow	 grasp	 all	 of	
its	notes	as	a	unity-in-instant,	points	to	inter-
connecting	 mechanism	 of	 successive	 states	
of	 consciousness.	 And	 it	 is	 rightly	 noticed	










over	 temporality	 by	 producing	 alternatives,	
mainly	in	rhythm	and	metric,	to	the	point	of	
elimination.	 Stockhausen	 has	 again	 proven	









process”	 (p.	 121).	What	 they	 are	 aiming	 at	
is	basically	the	nature	of	haiku,	or	more	cor-








form”	 we	 find	 openness	 to	 poetic-theoretic	
depth	 in	 refusing	 to	exclaim	mastery.	Haiku	
in	fact	shows	ever-opening	thisness	of	some-
thing,	much	like	Stockhausen’s	Moment-form	




As	 we	 can	 easily	 see,	 it	 is	 entirely	 aligned	
to	 the	 “dispersive”	 perspectives	 of	 French	
philosophy,	 and	 at	 the	 same	 time	 elegantly	
paints	 the	 elusive	 image	 of	 contemporary	
man/world.	This	 is	because	 their	philosophy	
brings	this	phenomenological	elusivity	before	














depth	 between	 semiotics	 and	 Deleuze’s	
post-structural	 philosophical	 (And	 why	 one	
would	not	want	to?	What	would	be	the	point	
in	 that?),	 the	 text	 requires	 some	 elementary	
knowledge	 in	 the	way	 the	 three	 authors	 un-
derstand	 human	 interaction.	 Nevertheless,	 a	









core	 of	 Deleuze	 and	 Guattari’s	 concept	 of	
Body	without	Organs,	that	is,	“the	unformed,	
unorganized,	 nonstratified,	 or	 destratified	
body	on	which	all	fixed	categories	and	struc-
tures	 are	 dissolved	 or	 decomposed	 only	 to	






points	 out	 Massumi’s	 example	 for	 under-
standing	 this,	 namely	 carpenter’s	 workshop	
and	 the	process	of	making	a	 table.	 In	 short,	




form	of	 content.	 In	 outmost	 beauty	 of	 sym-
metric	 simplicity,	 these	 understandings	 can	
be	 compared	 to	 phenomenological	 observa-





which	 is	 basically	 a	 sort	 of	 schemata	 of	 in-
teraction,	 that	 is,	 of	 translational	 processes.	




all	 of	 this	 into	 a	 musical	 context	 when	 she	
notes	 that	 ‘musical	 writing’	 involves	move-
ment	 from	 the	 ‘autonomization	of	 signs’,	 to	
the	extent	 that	 force-form	relations	circulate	





below	 that	 of	 representational	 forms	 and	 in	
such	a	way	 that	 they	 formulate	 an	 intensive	
diagram	composed	of	music’s	most	molecular	
properties	and	components.	These	range	from	
the	 relatively	 molar	 character	 of	 individual	
chords,	 pitch	 aggregates,	 musical	 gestures,	
single	pitches,	durations,	timbres	and	attacks	
to	 the	 previously	 unattainable	 sub-compo-
nents	of	sound	and	pitch,	all	of	which	can	be	










of	 origins	 of	 arts,	 that	 is,	 to	 show	 how	 dif-


















is	 where	 the	 subtle	 elitism	 charges	 through	
the	 backdoor	 and	 again	 attempts	 to	 reduce	
music	to	problem-solving	perpetuum mobile,	
as	 they	 attack	 “the	 imitators”	 and	 proclaim:	
“Since	 there	 will	 always	 be	 imitators	 who	
wish	to	restore	the	clichés	of	opinion	and	to	
expel	 the	 previously	 ‘incommunicable	 nov-
elty’	that	has	been	rested	from	chaos,	there	is	
a	continual	need	for	new	creators	‘to	carry	out	




tion	 and	 repression”	which	 prohibit	 creativ-
ity	 and	 stimulate	 the	 engendering	 of	 empty	
and	repetitive	messages	(ibid.).	Granted,	be-
lieving	 to	 be	 an	 excavator	 of	 musical	 sense	
makes	 one	 akin	 to	 disliking	 emotional	 (that	
is,	existential)	world	 intrinsic	 to	art,	and	 the	
fullness	of	musical	easily	slips	their	mind.	It	
is	important	to	keep	in	mind	that	there	is	more	
to	 music	 than	 object-oriented	 problem	 solv-
ing	(which	is,	in	a	sense,	fictionalized),	even	
though	one	might	prefer	one	over	 the	other.	
It	 is	 also	 important	 to	 spot	 how	 easily	 they	
detect	the	global	stream	of	simplification	ten-
dencies	within	the	world	of	music	production,	
rather	 than	 composing, and	 that	 really	 does	
bear	a	flag	of	repetition	that	provokes	mental	
numbness.	 With	 these	 thoughts	 being	 writ-









Das	 Buch	 Philosophie der Renaissance; 
Grundkurs Philosophie Band 8/1	 von	 Hein-
rich	C.	Kuhn,	 der	 an	der	Ludwig-Maximili-
ans-Universität	 in	München	 tätig	 ist,	 gehört	
einer	der	Geschichte	der	Philosophie	gewid-
meten	 Lehrbuchreihe	 Grundkurs Philoso-
phie,	die	als	Urban-Taschenbücher	im	Verlag	
W.	 Kohlhammer	 erscheinen.	 Bis	 heute	 sind	
die	folgenden	Bände	erschienen:	Band	6:	An-
tike;	Band	7:	Mittelalter;	Band	8/2;	Philoso-
phie des 17. und 18. Jahrhunderts;	Band	8:	
Philosophie des 19. Jahrhunderts;	Band	10:	
Philosophie des 20. Jahrhunderts.
Im	Unterschied	zu	den	anderen	Bändern	der	
Reihe,	hat	sich	Kuhn	für	eine	originelle	Aus-
einandersetzung	 mit	 dem	 besonderen	 Teil	
der	Geschichte	der	Philosophie	entschlossen.	
Dabei	würde	man	erwarten,	dass	er	eine	neue	
Zeitspane	 der	 Philosophie	 der	 Renaissance	
vorschlüge,	oder	ein	anderes	von	den	üblichen	
klassischen	 philosophischen	 Problemen	 der	
Renaissance	 berührte,	 aber	 das	 ist	 nicht	 der	
Fall	(wie	er	selbst	in	dem	für	diese	Reihe	au-
ßerordentlich	 langen	Vorwort	erklärt,	 ist	das	




schlossen	 sind).	 Das	 Neue	 an	 diesem	 Band	
ist,	nicht	so	viel	im	Bereich	des	Inhalts	son-
dern	 im	Bereich	des	 Zugangs:	 statt	 die	Phi-
losophie	der	Renaissance	 in	einer	schon	üb-
lichen	Art	und	Weise	als	ein	Zusammenstoß	
der	 verschiedenen	 philosophischen	 Systeme	
und	dazu	gehörenden	Menschen	zu	betrach-
ten,	hat	sich	Kuhn	für	die	Fallstudienmethode	
entschieden.	 Also,	 anstatt	 der	 Analyse	 von	
bestimmten	Strömungen	oder	Menschen	der	
Renaissance,	konzentriert	 sich	Kuhn	auf	die	
besonderen	 Momente	 und	 die	 definierenden	
Kontext	 dieser	 Momente.	 Daher	 sind	 also	
auch	 die	 Titel	 der	 Kapitel	 nicht	 etwa	 „Der	
Platonismus/die	 Platonismen	 der	 Renais-
sance“	oder	„Pico	della	Mirandola“	sondern:	
„Prag	1356“,	„Padua	1408“,	„Florenz	1434“,	
„Wien	 1489“,	 „Florenz	 1519“,	 „Wittenberg	
1560“,	„Ingolstadt	1577“,	„Montaigne	1588“,	




Note).	 Jedes	 einzelne	 Kapitel	 kann	 sich	 als	
eine	 selbstständige	Abhandlung	 lesen:	 dazu	
befindet	sich	die	Bibliographie	der	im	Kapitel	
verwendeten	 Literatur	 am	 Ende	 des	 jewei-
ligen	Kapitels.
Die	 allgemeine	 Strategie	 dieses	 Buches	 ist	
den	 Text	 eines	 Autors	 innerhalb	 einer	 Tra-
dition,	 zu	 der	 dieser	 Autor	 gehörte,	 zu	 be-
trachten	und	kurz	zu	analysieren.	Kuhn	selbst	
schreibt	darüber	klar:	„Ich	behandle	den	Text	
hier	 nicht	 um	 seiner	 selbst	 willen,	 sondern	











der	 Renaissance	 befasst,	 wäre	 es	 für	 diese	
Übersicht	 nicht	 geeignet,	 alle	 Themen	 von	
Kuhn	zu	 isolieren	und	analysieren.	Stattdes-
sen	 werde	 ich	 nur	 einige	 beispielhafte	Mo-
mente	 des	 Buches	 auswählen	 und	 an	 ihnen	
die	besonderen	Stärken	sowie	Schwächen	des	
Buches	zeigen.
Im	 Jahre	 1356	 lebte	 Francesco	 Petrarca	 nur	
ein	paar	Monate	am	Kaiser	Karl	IV.	Hoff	 in	
Prag,	wo	die	Universitas Carolina	als	studi-
um generale schon	 gegründet	 war.	 Karl	 IV.	
und	Petrarca	hatten	einen	reichen	Briefwech-
sel,	der	bis	zur	Mitte	der	1360er	dauerte.	 In	






diesem	 Kapitel	 versucht	 Kuhn	 dem	 Begriff	
des	 Humanismus	 nahe	 zu	 kommen	 und	 ihn	
in	seinem	ursprünglichen	Kontext	darzustel-






















































und	 das	 Zweite	 ist	 die	 der	 Metaphysik	 ge-
widmete	Disputation.	Ohne	in	den	Kern	von	




Blick	 auf	 Theologie	 getrieben	 werde,	 noch	
dass	zu	befürchten	wäre,	Philosophie	würde	
nur	 noch	 gemäß	 der	 communis opinio,	 als	
Mainstream-Philosophie	geboten“	(S.	163).
Am	Ende	 des	Buches	 behandelt	Kuhn	 zwei	
Städte,	 die	 in	 genereller	 Literatur	 über	 die	














in	 Alcalá	 gedruckte	 Version.	 Rubius	 Logik	
war	 für	 eine	Zeit	 lang	Standardliteratur,	 auf	
die	sich	auch	spätere	Werke	zur	Logik	bezo-
gen	haben.




die	 chinesische	 Sprache	 gut	 genug	 gelernt	
hat,	ist	wegen	seiner	chinesischen	Weltkarten	
bekannt	geworden.	Im	Jahre	1596	hat	er	sein	




Freundschaft)	 geschrieben.	 Danach	 folgten	
Tianzhu shiyi	 (Die wahre Bedeutung des 
Herrn des Himmels),	Ershiwu yan	(Fünfund-
zwanzig Sentenzen),	und	Jiren shipian	(Zehn 
Abhandlungen des paradoxalen Mannes).	
Matteo	Ricci	starb	in	China	im	Jahre	1610.
Das	 letzte	 Kapitel,	 „Paris	 1625/München	
2013“	endet	mit	einem	Abschnitt	mit	dem	ich	
völlig	 einverstanden	 bin	 „[p]hilosophische	
Texte	 der	 Renaissance	 ‚wiederzubeleben‘,	
erneut	zum	Teilen	einer	lebendigen	Tradition	
von	 Bezugspunkten	 zeitgenössischer	 philo-
sophischer	Diskussionen	zu	machen,	scheint	
mir	weder	möglich	noch	sinnvoll.	Nützlicher	
sein	 können	 sie	 in	 philosophiehistorischer	
Betrachtung:	 als	 Belege	 für	 und	Anlass	 zur	






te	 der	 Philosophie	 der	 Renaissance	 neu	 zu	
schreiben.	 Nur	 das	 an	 sich	 verdient	 Lob.	
Die	Vielfalt	 und	Komplexität	 dieser	Epoche	
macht	 es	besonders	 schwierig	 eine	Auswahl	
der	Texte	zu	machen,	die	alle	Leser	und	ihre	
Interessen	befriedigen	würde.	Das	Buch	Phi-
losophie der Renaissance	 ist	 ein	 origineller	




dersetzung	 mit	 der	 Philosophie	 der	 Renais-
sance,	die	nicht	nur	einen	neuen	Zugang	zur	
Philosophie	 der	 Renaissance	 bietet,	 sondern	
auch	 einen	 frischen	 Duft	 des	 milden,	 gegen	
die	sakrosankten	immer	wieder	zitierten	Au-




by	Igor	Eterović,	“Matthew	C.	Altman:	Kant and Applied Ethics. The Uses 
and Limits of Kant’s Practical Philosophy”	in	the	previous	issue	of	Synthe-
sis philosophica	57	(1/2014)	.	The	book	review	was	originally	published	in	
the	issue	54	(2/2012),	pp.	383–385.
